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OOIHG: This is—oh, that's pretty good.
O.k., i t ' s Thursday,
March 2nd, 1995 and we're at the University of Virginia in
the Folklore Archives, talking to Dr. Charles Perdue about
Sarah Gertrude Knott.
And this is a joint project of the
Kentucky Oral History Commission and Western Kentucky
University.

So let's,

let's hear what you sound like and—

CP:

Alright.

HG:

That's,

How does that sound?

The level o.k.?

that's pretty good.

Why don't we start by just talking about how you got involved
with

folk music

CP:

Well,

HG:

[laughs]

CP:

Or the womb.
was

and

folk

festivals.

we have to go back to birth,

born

in

I

suppose.

My mother sang folk songs and ballads and—I
1930.

And so when

I

was

a

little

kid and there

was no radio and no electricity, although we were five miles
from the city of Atlanta.
As you may know, in the South
especially, electricity was slow in coming until the New
Deal program sort of prodded the electrical utilities to
start expanding.
We got electricity in '37, when I was
seven, and bought a radio.
But I had heard a radio earlier.
I heard a, those little--what do you call those things?
HG:

Transistor?

CP:

Called a cat's whisker—no, no, no.
They didn't have those
things.
Had a, I think a, a galena crystal in a little
thing you call a cat whisker which you jiggled around on
there and a coil of wire and a headset.
Crystal set radios,
they call 'em.
And that's the first one I heard when I was
about five.
And the first thing I heard on i t was the song,
'The Crawdad Song.'
I don't know if you ever heard 'The
Crawdad Song.'
[Recites lyrics] 'You get a line and I ' l l
get a pole/ Then we'll go down the crawdad hole.'
I don't
know who was doing i t though; I wish, I wish I knew who that
was.

But I

grew up singing that.

Folk songs and hillbilly,

early

hillbilly songs, many of which were folk songs.
Simply
because that's what was around, you know.
I didn*t know
anything else.
And—so I did that—for whatever reasons, my
two sisters didn't, but I did.
And learned most of my
mother's repertoire and then picked up a few things from
others.
And just sort of, you know—I wasn't performing
publicly anywhere, you know.
Just singing to myself or out
in the field working or whatever, you know, when I was a
kid.
And then I wanted to learn to play the guitar, but my
parents didn't want me to learn to play the guitar, because
they had a negative image of some hillbilly guitar-picker in
a drunken bar, I guess, somewhere.
And so they wouldn't let
me take guitar lessons or buy me a guitar.
So soon as I
left home, first thing I did was buy a guitar.
Paid seven
dollars for an old Stella guitar.
The strings were about
that far from the fingerboard; i t was hard to play.
And then I went in the army,
-oh,

in the Korean War,

you don't need my whole life history.

You know,
But I

I was-

mean,

I'd

worked in various jobs.
Then the Korean War came along and
I knew I was going to have to go so I, I joined the army.
I
was in the Army Security Agency; I was a cryptographer,
working mostly in California.
And I'd bought a guitar—and
this old Stella guitar, which I traded eventually for a
mandolin.
Which my son now has.
And he has a mandolin band
called Mando Mafia.
They play around the country, here and
there.
And, I can't get my mandolin back from him.
But, in
the army I learned a few more folk songs and—I was in the
army with a few guys who also played the guitar.
A guy from
New Jersey and, who did an eclectic bunch of stuff and then
a guy from West Virginia who knew some, what was called
'hillbilly' stuff, of course, at the time.
And I checked
the guitar out of Special Services; the army has a lot of
those, you know, a lot of musical instruments for the
amusement of the enlisted personnel.
And, so I always
carried it around and, you know, played and—you know, we
would get together and play in our various rooms and all.
Never, it was never any thought of doing anything, you know,
publicly or commercially.
And then got out of the Army on a Saturday and married Nan the
next day, Sunday.
And we moved back to Atlanta to work for
awhile before going to college.
And then the first
OSOthing we bought was—I guess we had, I don't know if we'd even
bought a frying pan before that.
But we went to the Cable
Piano Company and asked to see a used guitar and they showed
me a Martin D-28 which sounded so much better than what

been playing that I,

I bought it on time.

I'd

Three payments.

It was a hundred and fifty bucks.
It's worth about ten
thousand dollars now.
Simply because i t ' s been here, you
know,

for awhile.
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And, we got into—so we stayed in Georgia and, working in
Florida,
half

Georgia, North Carolina

and then headed back

to

for about a year and a

school

in California

to

Berkeley.
And I majored in geology.
And there I began to
meet people—it was the early stages of the early folk song
revival.
And I—in a paleontology course in the fall of '55
I met a woman whose husband played guitar.
And he*d been—
he was

from Oklahoma.

And he

had been

involved somehow with

a coffeehouse in Chicago called The Golden Horn.
This must
be the very early stages of that whole move.
And so we
would have parties and we would play and then the singing
and the guitar was sort of an outlet, you know, to keep from
going crazy.
And we'd go down to this little bar and
coffeehouse in Berkeley called The Blind Lemon and a group
of the customers would buy us, you know, free beer and wine
and piroshky.
Onion—what was it?
Onion and kidney bean
salad.
You know, to hear us sing.
And we got to working
with a friend of ours we met, who was also in geology, and
we had a little trio and started singing around a little
bit.

And along about this time, the Kingston Trio came out with 'Tom
Dooley', which was the big, you know, emphasis toward
everybody's brother buying a guitar.
And the whole urban
revival folk scare was off and running, which i t did until
'63 and '64.
I guess you could argue the Beatles and Dylan
killed i t , you know, at that time period.
So that's how we
got involved in the, you know, singing publicly.
We were
singing kind of private-publicly in that bar and one night
we were asked to go play for money by this guy who ran a
little gourmet restaurant.
He was having a farewell party
for some employee.
So if we'd sing a few songs, we could
have a free gourmet meal, all the wine and champagne we
could drink and ten bucks apiece.
Ten bucks in 19—, you
know, '57 was ten bucks.
And we did that and then we began
to sing around—there was a, an organization in the area and
their—I guess at that time they were putting on the
Berkeley Folk Festival, too.
We never appeared on the
festival but we did sing for some of the restaurants and
coffeehouses around.
And then we just kept doing that, you
see, and this sort of slowly expanded.
And,

when we got back to Washington, we sang at several
coffeehouses and then we got involved in establishing the
Folklore Society of Greater Washington in 1964.
We talked
about a—we were getting together in friends' homes, you
see, but the meetings got kind of large after awhile.
So we
thought we would organize.
And also that way maybe we could
get some money, some grants or membership fees to bring in
some traditional performers to, to perform.
And, we'd been

talking about this for a couple of years and then, '64 we
organized and, you know, slowly that began to build. It's
I

an enormous organization right now.
know anything about F.S.G.W.?

don't know if you

HG:

Mm-hmm.

CP:

It was so small at the beginning they barely had money to
pay performers,

lOOBut that overlaps with Sarah Gertrude, you see, who must have
been in Washington in '60.
I mean, you would probably have
the dates for the various festivals.

And we—I guess we got

to Washington; we didn't know anybody. But we saw an ad in
the paper. A dulcimer player was appearing at Phillips
Gallery. A guy named Virgil Sturgill.
Odd name.
From
Kentucky, I think, originally.
The man must've been, oh,

sixty or so at that time.

So we went down to hear that and

then we asked him if he knew what was happening around

Washington.
You know, folk music.
He mentioned John
Dildine, who had a radio program at that time and was
holding hootenannies out at Cabin John.
So we called John;
we got together with he and his family and we got to be
friends and—then a

few others and a

few others and i t sort

of slowly brought about—then they were friends of the—I
guess they must have met the Beers family, I guess in
connection with the National.
been

And,

so it's—it must have

'60 when the National was there and a

number of

performers came out to the Dildine's house and we were
there.

And Jean Ritchie was there and the Beers family and,

I don't remember who all else might have.
Richard Farina we
met somewhere.
I don't know if you know him.
He married
Mimi—his second wife was Mimi,

who was a

sister of Joan

Baez.

HG:

CP:

Oh,

o.k..

First wife was a,

a singer named Carolyn Hester, who had

several records out at that time,

or at some time in that

period. And then, later on, we were invited up to the Beers
festival in Petersburg, New York.
And then we--Philadelphia
Folk Festival a couple times and small things.
Here and
there really.

Sort of like topsy,

grew.

HG:

Did you have a name for your group?

CP:

Well, we didn't have a group back then.
Because the guy we
were playing with in Berkeley stayed out there, you know,
and—just Chuck and Nan Perdue.
We thought it would be
novel to use our own names.
And I guess—well, other people
did use their own names, too.
So we'd played at the

Showboat Lounge in Washington and—I don't guess that's
there anymore.
We—
HG:

I

don't

think

so.

CP:

Yeah.

HG:

Yeah,

CP:

Yeah.
Charlie Bird, you know, the jazz guitarist, owned
half interest in that.
In fact, the janitor in this

I'm from Washington.

So—

building has also sung at Showboat Lounge.
And his uncle
is, if you know the guy, Jesse Fuller.
Black musician; he's
dead now.
festival

But he was well-known at one time on the

folk

circuit.

And i t ' s fuzzy in between the '60, '61, and '62.
We were singing
in different places.
We were meeting in people's homes; we
were having picnics; we were performing now and then.
All
this time I'm a geologist at the U.S. Geological Survey.
And we were also having kids, raising kids.
And, Sarah—
let's see.
We got connected up with her again.
Must have
been about '62-3.
Do you—when was the, the festival in
Cumberland?
Is there a Cumberland, Kentucky?
HG:

Covington,

Kentucky?

CP:

Covington,

Kentucky.

HG:

'64.

CP:

'64.
O.k..
Because I remember we had moved—we'd bought a
house in Fairfax by that time.
And we almost went to that

festival but for some reason, I don't know, probably
ISOthe fact that we had four small kids, inhibited—
NP:

The Dildines went

CP:

The Dildines went,

to

that

festival.

yes.

Can you get by?
NP:

CP:

Yes.

I went down one day—and we—but our main interest in the
festival, we wanted to perform.
So I went down to Sarah's
apartment in—I guess she was renting in Washington, I don't
know.
Somewhere up near Connecticut and Harvard.
Not
Harvard.
Anyway, out Connecticut Avenue.
And talked to her
for a long while and I don't—she didn't seemed all that
interested in, you know, in having us on the festival.
She
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seemed more interested in other questions about where to
have a festival and things of that sort.
She often wasn't

invited back, apparently, wherever she had given a festival.
And people used to say she alienated somebody everywhere
she went.
And so she had to go to different towns all the
time.
But she had been in Washington a number of times.
Worked with—who was the woman?
Rae, at the Library of
Congress.
HG:

Rae

Korson.

CP:

Rae Korson, had worked with her.
Rae Korson told me that—I
think The Washington Post was sponsoring i t and Rae said
that The Post had asked her to work with Sarah to try to
keep her under control.

HG:

Meaning?

CP:

Well

I'm not

sure what

i t meant because

I

didn't

know too

much about anything going on in the background.
I
don't know, you know.
Is Rae Korson still alive?
HG:

No.

CP:

I

HG:

Yeah.

CP:

Joe Hickerson might know some of that, but—

HG:

He

CP:

Whether he will tell you or not—

HG:

[laughs]

NP:

Coffee?

HG:

I'd love some,

CP:

After that—I

just

knew her husband had died quite some time ago.
She died a

knows

few,

some.

thanks.
don't

anything for awhile.
and b i t s

a couple of years ago.

of

know what we

knew about

the National

or

We heard occasional gossip and rumors

information.

NP:

John Dildine asked you to be on the board.

CP:

No, this is later.
This is later.
I'm trying to, I'm
trying to get from about '64 up to about '70.
So—

NP

That's the fun part.

I

don't know.
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Do you take cream and sugar?
HG:

Yes,

I

do.

CP:

In *67 I quit my plush Washington bureaucratic job and went
back to grad school in Philadelphia.
So I got kind of out
of that scene there for awhile.

And we were there for

years and then moved down to Rappahanock County.
know who

two

Do you

John Jackson is?

HG:

Yes.

CP:

When I discovered him at a filling station in 1964 and I had
decided that his mother,

whom we had also met,

would be a

good focus to do a dissertation on.
She knew a lot of
stories and songs and she was kind of a matriarch among
about forty people, extended family and all.
She died about
three months

a f t e r we moved into

the

area so

I

had to

fall

back and re-group.
And did a dissertation, sort of a
general ethnography on the black community there.
And along about this time I guess Sarah must have had her heart
attack, and got incapacitated, or was in the hospital or
something.
And that's when things were about to fall
200apart.
And I don't know that history, very well.
But—
somebody in the Park Service, I think, was on the board of
directors and they had, they knew Leo Bernache or there's
some

connection there.

HG:

Mm-hmm.

CP:

And they got him to become executive director.
And then
John Dildine called me, I believe in early '71.

HG:

Now up until that time,

have you ever been to a

fest—,

a

National?

CP:

No,

no.

HG:

You've never been to

CP:

No.

HG:

And he asked you to be on the board?

CP:

Yeah.
We'd known John, you know, for a long time.
He knew
I was getting a Ph.D. in folklore and he was, I think,
trying to pack the board with a few more scholar-types.
This is, I assume is what he thought.
But also people who,
you know, who'd done something for me, or whatever.
They
were having some troubles with, you know, Leo's, you know.

a

National?

background I suppose.
Leo was, he was a bad choice for that
job.
But I agreed to do that, mainly for money.
Five
hundred dollars I

think i t was.

And we were going—and

part—not to be on the board for five hundred dollars, but
to come and try to help out with the festival.
And we got together a program up in Rappahanock County that we
took down to perform at Wolf Trap.
We had several singing
groups.
It was all from the black church, black community.
We had The Starlighters who were about that high.
You
know, four, five, six years old.
And a man about eightytwo,

whose mother had been a

slave;

he had learned

spirituals from her.
And he played an accordion.
And he
was there.
And we had a gospel group and some older women
singing unaccompanied spirituals and a whole range of things
that we tried to reproduce as close as we could on the
Filene,

Filene Center.

Sort of a singing program of the

sort you might have stumbled into at a black church up in
the country.
We had, the local preacher came and we got him
to get up and start us off with a prayer.
There were enough
blacks that came down that we, you know, had some enthusiasm
coming from the audience.
And, so we did that and then—I
guess we, I came on the board at about that same time.
NP:

CP:

I don't think so. Chuck.
Because that was, that had to have
been '70 or '71 because i t was certainly after '69.
Because
that's when we went to Rappahanock.
'71.

was

NP:

We

a

had

'71

the

Ford van

We took people down in that.

It

Ford van.

But you were on, you were on the board before that.
Because, I thought i t had something to do with the fact of
the

Smithsonian,

And there was

'71.

And I

a

l o t of—

CP:

On my vita I have
carefully.

think I

checked that out

NP:

When was

CP:

Which one?

NP:

'Beginnings'.

CP:

*76,

NP:

That was much

CP:

No, i t was '71.
And I took the group down there, because we
all drove down in the, in the van.
But we had to keep one
of those guys from drinking.
Because he got high.

the Smithsonian?

*77.
later.

250YOU know, one little drink and he was off and gone.
So that
was one of the conditions.
You know, no drinking ' t i l after
i t ' s all over with.
And, I, I have down that I was on the
board

from

'71

on.

I

don't

know the months

that

are

involved in that, but.
Nan and I, Nan almost always went
down there with me.
Because, long drive into Washington and
we would go to the board meetings once a month, to Dupont
Circle office there.
And then, Botkin was s t i l l around but
he had had a stoke somewhere and it—maybe you know the time
period on that, I don't know.
HG:

Not exactly,

but that's o.k.

CP:

And he was president of the organization then and I was—I
don't know if I was voted in to president or if somebody
just asked me if I'd be president.
I can't even—

NP:

Sarah asked you to.

CP:

But I

NP:

No,

don't remember if Sarah did or just who did.

she did.

I

remember that.

Because the,

we went down to

the festival.
I remember the big tent, down on the, you
know, just below where they used to have the eating tents.
And there was a meeting of scholars; they were having some
discussion of folklore, with a number of scholars.
And he
was

there.

CP:

Yeah,

NP:

And he was

And we

he was in a
in a

went

down

to

that.

wheelchair.

wheelchair.

And

i t was

after

that.

And

there was John Putnam and George Simpson and—
CP:

Both of whom are now dead.

NP:

I'm trying to think who all else was there.

CP:

Spottswood might have been.

NP:

Spottswood might.
I think you're right.
And Dildine took
us there, took—or arranged for us to go.
Where—I mean,
there was some kind of, you know, again through Dildine.

CP:

But anyway,
'til

I went on the board—I didn't become president

'73.

NP:

O.k.

CP:

Because I have that in my vita, also, which I put together
long years ago so i t ' s much more apt to be accurate than
right now.

\-\0

HG:

[laughs]

CP:

So I was on the board for a couple of years and then I
became president.
And I was president—when did I tell you?
'78, '79.
Whatever i t was that I—were you recording?

HG:

All the way through.

CP:

Yeah, I was continuously president--eventually we just—it
got be too much going back and forth down there.
But
before, you know, I left we had arranged that little
midnight coup to get rid of Leo, which was a terrible scene.
He had a son killed in an automobile accident the year
before and we put off doing this for a year for that reason.

All the way through until—

But he still brought up, he brought up his son, you know,
being killed, which had nothing to do with, with any of
that.

And,

but we counted votes and—because i t seemed to

several of us that he had to go for the good of the
organization.
Because his attitude was that, you know,
300you needed a piano, you know, at B when you had one at A,

if
you
could just pick it up and carry it out there. And somebody
would say 'Well, it would be out of tune.'
And he'd say,
'Well, it*s just folk music.'
You know, that kind of
attitude was not what we needed. And so then we were going
to advertise for an executive director, which I—I liked Joe
Wilson but I think it's always good to advertise, because
you don't know who's going to walk in. Maybe nobody, but
you don't know.
And maybe Joe was the best possible choice.
I mean, I'm not talking about that.
But Archie Green, who
was

in contact with—

NP:

David Whisnant?

CP:

Who?

NP:

Whisnant?

CP:

Whisnant, but—was Whisnant on the board at that time?
I
guess he was.
He was in Baltimore at that time.
And Archie

knew Joe Wilson and the suggestion was made that he might be
a good executive director.
So we had a meeting up at our
house in Woodville.

And Joe and his wife came down.

We

talked a long time and then we hired him as the executive
director.
And after that we, you know, we didn't have Leo

anymore and it didn't seem to be—I don't think my presence
was needed as much then as it might have been earlier.

At

least in our view, of course. And, and we were getting so
busy in other projects and we sort of opted out.
HG:

So I guess the two main things I want to ask you about are.
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if you could talk about what the festival was like during
the, the years you were on the board.
If you could describe
the festival for me.
And also, then, I want to ask you,
know, about Sarah and, as a person and those kinds of
things.
CP:

Well,

there were a

when we

HG:

CP:

you

lot of revival musicians on the festival

f i r s t became

involved in i t .

Now when you say *revival', what do you mean?

I mean people for whom the songs and the material they do is
not their traditional culture.

Pete Seeger is a classic

example.
Joan Baez.
Judy Collins, down in Washington.
Andy Wallace, who was performing—John Everheart.
Mike
Seeger and many others.
And we felt. Nan and I felt, and a
few others, that we should do what the constitution and the
by-laws said that the National Festival was going to do.
Which was to

find the best of traditional culture

and present that in a national forum.

in America

And, but we always

said if, i f the board decided i t didn't want to do that and
i t wanted to present revival musicians, then change the
constitution; that's fine by us.
Then we would, of course,

no longer be involved in i t because we have no interest in
presenting revival musicians who have plenty of audiences,
you know, around the world.
And it was much more true at
that time than i t is now.

I

mean,

350traditional performers had very little chance to, to be heard.
Nobody—most people.
But the National was early on
bringing some traditional performers, of course.
And I
think i t was probably better in the earlier days than i t got
to be later on.
They brought Cajuns; and they brought the
lumberjacks from Michigan; and black gospel groups and
others.
But I—and this is, this is hearsay, you see.
And
also looking at programs later on.
It sort of degenerated
into Girl Scouts doing, you know, Scottish sword dances and
some of that, too.
A lot of that kind of thing.
A lot of
revival musicians.
Like the, the Beers family and, and
others.
And so we started trying to change that.
And we
had many, many very violent—not violent; nobody was hitting
each o t h e r .

HG:

[laughs]

CP:

Loud arguments with people like Mike Seeger, who was also on
the board for a time.
Which always kind of, you know, would
get down into personal attacks.
You know, sort of a 'I'm
more traditional than thou', you know, arguments.
It was
stupid.
And—but slowly we, you know, we were able to make
some changes.
And then when Joe Wilson came in we had an
executive director who would, you know, go in that
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direction.
And there was a lot of, sort of, bad feelings in
Washington in, you know, the urban revival scene, against
the National.
Because they had had their own, kind of,
little annual reunion there at the National at Wolf Trap
Farm.
You know, friends would come down from around the
country.
You know, revival guitar makers, instrument
makers, cast people, as well as the musicians.
And, and
they were naturally upset by—
NP:

It was a great urban party for, at government expense.
It
was, you know, the, i t was the thing to do.
All the locals
to get together and party.

CP:

Helen Schneyer,
got her—

HG:

What's

CP:

Helen Schneyer.
Lives up in Maine now.
She's been on the
Prairie Home Companion fairly often and still singing
around.
I don't know.
She's—what?
Seventy-three, four

the

who used to be a

friend of ours,

and sort of

name?

now?

HG:

I

think that's the Helen that Priscilla Urner was telling me

about.

CP:

Quite likely.

Now we had been involved with Priscilla, you see.
We'd been at
that Arlington festival a number of times that she ran.
And
we met some, you know—some of the same people were
circulating around.
Sam Rosetta was on the board at the
Arlington Folk Festival.
He's the one who founded—he's a
dulcimer maker who founded a group called—what the hell
were they called?
NP

Trapezoid.

CP

Trapezoid.

NP

But

t h a t was much l a t e r

CP:

And the Trapezoid group is still out there, but Sam hasn't
been a member of i t for a long time.
They do all
400kinds of strange—some classical.
Other kinds of music.
But
they were a, i t was a kind of smallish group initially, you
see, who were involved in that whole scene.
And they would
turn up on this, you know, board and that board.
They'd—
[unclear].

NP:

I

think Priscilla might have been one of the first
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connections that we had.

She and John Dildine,

I

think,

were possibly among the first connections that we had with
them.

CP:

NP:

Was

she on the National?

Yeah.

All of—she was,

she was Gertrude,

Knott's secretary.
Wasn't she?
she was very close—

I

know

CP:

I'm not

NP:

—to her for years.

CP:

How easy i t is to forget.

NP:

This is why we should have kept her correspondence. Chuck
[laughs],

HG:

They are.
festival

CP:

for

Sarah Gertrude

Or a dear friend.

sure.

She just—she said that she—last—the last
or the

festival

before

We used to argue with her,

too.

l a s t was her l a s t

Because,

festival,

like a lot of—a

lot of urban revival folkies are, are romantics.
You know,
Alan Lomax and Pete Seeger and all these—folk songs are

inherently good; if we all sing, the world will be a
wonderful place to live in, and all that.
And Priscilla
kept saying, you know—we kept talking about paying
performers.
We want to get traditional performers.
We kept
trying to say, 'Well, we need to pay them.'
'Yeah, but they
ought to come down and just share their wonderful gift with
the rest of the world.'
You know, and our argument was
plumbers don't just go share their gifts with these people.
You know, they have to hire them.
NP:

Doctors don't share their gift with the public [laughs].

CP:

The Smithsonian was the same way.
I mean, they were paying
their performers twenty-five dollars a day.
And, there
probably wasn't anybody in Virginia working for, you know,
twenty-five dollars a day.
I mean, even a lint hand in a
textile mill is making a lot more money than that.
So
people who wanted to perform there had to give up some money
to go and do that.
There's always been that kind of
attitude.
It's kind of a racial gift and people who are
lucky enough to have i t ought to come and bring i t and share
i t with us, you see.
Which we resented highly.
So we had
arguments with Priscilla but, I mean, nothing like with Mike
Seeger.
Got along with her well.
And we were—there was a
festival I guess she and the Folklore Society organized, out
at—was i t Thomas Jefferson High School?
Somewhere in
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Fairfax area.

NP:

She was

involved with t h a t .

They were doing similar things at that as Sarah had earlier
done.

CP:

Do you have a whole run of programs?

HG:

I

CP:

Yeah.

HG:

Mm-hmm.

CP:

I

HG:

Pretty close.

believe we do.

mean,

450also.

that—

And the N.C.T.A. has all,

a

lot of them

So.

It's interesting to me, because when talking to Priscilla, and
when talking to Andy, and now talking to you, I get similar
responses about the, the make-up of the program.
The kinds
of things that were going on.
How it had changed.
But,
Priscilla felt, and I'd just like to get your reaction to
this, that the Young Turks, so to speak—you guys who had,
who had come on to the board in the early '70s who were
beginning to make these changes—wanted to actually
commercialize and use less traditional performers.
This is,
this is how she put it to me.
And I'm wondering if you
understand why she felt that way or if, if—
CP:

No,

I

don't.

HG

You know what

CP

I~

HG

And i t was, again, it was the issue about paying.
Everyone
has brought that up, so far, that I've discussed this with.

CP

It doesn't commercialize it as something—well,
'commercialize' has a number of meanings anyway.
But to pay
a traditional performer I don't look upon as
commercializing. Maybe that's what she meant.
If anything,
that would probably be what i t is.

NP

Yes.

CP

We felt somebody who, you know, goes and gives their time
and performs and does work should be paid; that just seems
reasonable and logical and obvious to us.
But i t ' s not
obvious to everybody.

Well

I

mean?

in--
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NP:

But,

you see, what—I think what, what Priscilla felt is

that in the festival in northern
would have Girl Scouts or young,
taking classes with some teacher
Hawaiian hula.
But they're part
children from the community.
So

Virginia—I mean, they
young children who were
and learning how to do the
of the community; these are
you bring them into the

stage for the high school and, and they do essentially, you
know, their, what you would do if you had a piano recital.
Only they do it on the stage at the high school.
And, they
have their teacher with them.
And they dress up in the
costumes and they do the hula.
And, I think, you know, she
saw that as non-commercial and as part of the community.
But our argument was at a deeper level, that i t may be part
500of the community but i t ' s a popular, learned, trained, taught
by a teacher, way of, of doing this dance.
It has really
nothing to do, or very little to do, with the traditional
dance

form in Hawaii.

And that*s

where

the

tradition

is

and

where i t ' s coming from.
And this is a popularization of it.
And so while it, i t represents people from the community,
i t really has very little to do with traditional dance.
And
so this issue of 'Well, if you pay for it, then i t ' s
commercial.
But if you don't pay for i t and you draw it
from your community, i t ' s traditional.'
And we were trying
to argue that, 'No,' you know, 'there are some
misunderstandings here that have, have gone on and been,
sort of, encouraged even, maybe, by the National in past
times.
And that's gone.'
CP:

Well, the whole system, you know, confuses things.
You
can't control what words mean.
Because, I think of things,
a verse that Hiompty Dumpty is supposed to have said.
For
years and years we've had, you know, people performing and
doing things and calling i t something.
You see, Pete Seeger
called himself a folk singer.
And one, at one time, a folk
singer meant a person who sings the songs, you know, of
their culture and tradition.
But, you know, Pete Seeger
never did.
And, he may be a good singer, a bad singer, or
whatever, but that's a whole other issue that has nothing to
do with that.
And—but people hear that, you see.
And then
your urban revival gets going and they hear the Kingston
Trio are folk singers, you know.
And Joan Baez is a folk
singer.
Judy Collins, a folk singer.
And after a while the
word takes on a whole new different meaning.
It comes to
mean somebody who—well, eventually, i t came to mean
somebody who writes their own material and sings in a
coffeehouse.
Tracy Chapman is called a folk singer.
You
see, you couldn't get further—well, you could get further
from a folk singer, but—what she does is not folk.
You
don't know if i t ' s going to become traditional or not.
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That's the,

that's the essence of folklore;

i t has

traditionality.
And maybe i t will and maybe i t won't.
I
550mean, as far as I know, none of Guthrie, Woody Guthrie's songs
ever became traditional.
You know, some became nationally
known like Stephen Foster's songs.
Like 'This Land is Your
Land.'
You know, everybody sings the same version; there's
no variants of that, as far as I know.
So i t ' s not—you
can't sit down and say, 'I'm going to write a folk song.'
You might write a folk song but you, you, you'll probably
never

know i t .

HG

[laughs]

CP

I

NP

[laughs]

CP

wrote

one

once.

One verse.
We were sitting around north Georgia at a
festival, singing parodies.
And this is a parody based on—
what the hell was that song?
'Ain't no use to sit and
wonder why, babe.'
Dylan had done i t .
Peter, Paul, and
Mary had done i t .
But, our version was 'Ain't no use to sit

and wonder why, babe/ There's so many folk singers around.'
Just one verse of fun parody.
And we were sitting around
singing these and there's one guy sitting in the corner and
he said, 'Let me sing one for you.'
And he did that verse.
And everybody in the room knew that I had written that

except him.

And at the end they, somebody asked him,

'Where'd you get that?'

some guy in Atlanta.

He said,

'Oh,

I

learned i t from

I think it was written by somebody at

Purdue University.
HG:

[laughs]

Close,

CP:

That's sort of almost becoming a folk song, you see.
probably died a natural death, you know, after that.

HG:

With the, with the urban folk song revival [laughs].

NP:

That's right, on the meeting there.

But

it

END SIDE A
BEGIN SIDE

OOIHG:

B

Let's see

air,
CP:

O.k.

HG:

So,

How are we doing?

O.k.,

we're back on the

here.

so you,

you were on the board and you and the others set
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about changing the course of the festival and—
CP:

Some

of

us.

HG:

Miti-hmm.

NP:

Mm-hitim.

CP:

Not everyone was in agreement
lot of arguments.
There were
recapitulate the arguments at
Seeger sort of stands for the

with that.
And there were a
different ones.
I can't
this point.
I mean, Mike
essence of the opposition

there, because he was louder than anyone else.
He had, you
know, discovered a lot of traditional musicians.
He'd take

them on the festivals.
And he thought, by God, he had as
much right to be at a festival as anybody else.
And so as
head, as a person on the program committee, he put himself
on the program there at one time.
And then he resigned from
the board.
NP:

But that was a f t e r there was
shouldn't be on there.

CP:

That's right.

NP:

And then after the fact,

a

unanimous

vote

that

he

he turned up on the program

[laughs].

CP:

And we were also on that program.

NP:

We weren't on the main stage.

CP:

No.

We were out—we

followed

the

And—

Seldom Scene,

And I

had

a—a large audience, you know.
And I told the audience they
had just heard the Seldom Scene and now they were gonna see
the

HG:

CP:

seldom heard.

[laughs]

But—you see, we're kind of a problem for people.
I have a
Ph.D., but if I hadn't left Panthersville, Georgia, you see,
I could have been a traditional folk singer.
But I'm
contaminated.

You see,

i t ' s sort of anachronistic to have a

Ph.D. and to also sing folk songs your mother grew up
singing.
But I was, I'm not the only person in the world
that does that, I'm sure.
But it was always a problem for
others and they sort of felt that, you know, if I would be
on a program them why not Mike Seeger or someone else?
So
most of the time we've opted not to be on the program rather
than—[unclear].
Then after I discovered John Jackson, we
spent most of our time promoting him and not promoting
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ourselves.
So we got, you know, now—We got into teaching
instead of—[unclear]—performing here, you see, instead of
festivals.
But we spent about seven years going around and
just supporting ourselves from the festivals and having a
good time.
Never making any money—
NP:

But we always had a problem with that, because we couldn't
articulate.
At that point we didn't know why we didn't fit
in, why there was a difference between us and most of the
other people who were involved in it.
And, and i t was the
source of a lot of pain; we sat through this whole argument
as to whether we paid or not.
But we did the first program
for the Folklore Society of Greater Washington, which we had
co-found,

CP:

and—

But i t was,

you should say i t was supposed to be Seamus

Innis.
NP:

Yeah.

CP:

You know him?
Irish—[unclear]--harp player and so forth.
But he was too drunk to show up.
And John Dildine called
me, you know, very shortly before this was to happen.
'What
are we gonna do?
What are we gonna do?'
You know, 'The
people are coming and we don't have anybody.'
And he wanted
to know if we would do, you know, at least part of the
program.
And there was this Scottish bagpiper in town.

NP:

Joe

CP:

Bossum,

Joe Bossum,

And he would do half of i t .

And so we did,

we

did half the, the first program.
And then we were at the
board meeting,
I was the Vice-President, you know, while
there was a big argument going on as to whether we should be
paid the fifty dollars they were going to pay Seamus Innis.
It got rather, kind of uncomfortable.
NP:

It was really,

really hurtful,

CP:

But we felt, even then we felt—of course we could always
use money.
But we felt that if you're going to pay, you
should pay.
If you'll pay a performer to come and you have
the money to pay the performer, you pay whatever performer
shows up and fulfills that role.

HG:

And,

but we lost.

[laughs]

CP:
And we weren't paid.
I think we finally said, you
OSOknow, 'Screw this.
We'll just donate the money.'
You know,
make a contribution to the Society so we can get on with
something else.

18

NP:

But it was always treated that whenever you would say
anything to anyone about having plowed mules in
Panthersville, Georgia, or how, or, you know, farmed,
everybody treated us as, 'Yeah, uh-huh.*
[laughs]
*That*s
another one of Chuck's stories,' you know.
And so we—you
know, he's a professional geologist working for the
Geological Survey and, and we have all, all the trappings of
middle-classdom and the bills to go with i t .
And they
thought—you know, and went to Berkeley.
It just, you know-they couldn't, they couldn't deal with that.
That we're
coming from a different place than most of them were.
We're
the first people in our families to go to college.

CP:

We're getting away from the subject.

NP:

I

HG:

That's o.k.

CP:

I t ' s becoming our life history.

NP:

Well,

CP:

But i t was—it's, i t ' s hard to remember the, you know,
precise percentage of one, of people you might call
revivalists or others.
There was sort of a mix, but mostly
revival musicians initially.
And even some of the, the
ethnic groups were ethnic.
You know, just because you were
ethnic doesn't mean you aren't a revivalist.
Like Mick
Moloney, an Irish singer.
You know, he's an Irish revival.
He's a good singer; I love to hear him.
But he's a, he's a
revival folk singer.
Singing his own tradition at least, or
at least something that comes out of Ireland for the most
part.
And the Hawaiian dancers and the hula and the same
way.
Not the ones she's talking about; but ones who are
actually from Hawaii.
So we, we had a mix and we began, a
number of us, began trying to move i t in the other
direction.
But i t was a tough, a tough argument.
And we
kept, you know, pushing and pushing and we'd get a l i t t l e
bit in that direction.
But it didn't really move until we
got rid of Leo and got—see, it really needs an executive
director, somebody who's going to be making, you know, onthe-spot decisions.

know.

Sorry.

[laughs]

i t points into that.

See, Andy Wallace was quite willing to hire his friends and, you
know, bring 'em in there and perform on the program.
In
the—but he would also—I would have to say, would have,
bring in some, you know, Indian performers and others who
were or seemed to be traditional.
And they would always
make a big ceremony in giving him a necklace or something.

19

you know.

He had fun doing that.

But i t got changed, you know, slowly and—Sarah Gertrude is
coming to some of these festivals but I can't remember which
ones in the early days.
And I think she never was happy
with not being, you know, totally involved in what was going
on.
Because she never—it was her thing, her baby, you
know, she had nursed along for all those years and years.
And she was losing control of the whole thing.
And I think
she was very unhappy about that.
NP

You

CP:

Not necessarily the way i t was going, but simply the fact
that she didn't have a large part in it.

NP:

You know one reason that we were so aggravated and intent on
changing, making those changes, grew out of the Newport Folk
Festival in—was i t '65, that we went to—?

CP:

'63

NP:

But the one that we went to, we came home from there really,
really angry because Maybelle Carter—

CP

That was

NP:

—was on the program.
And Joan Baez was there that year.
And we went to the ballad workshop and she came in, Joan
Baez came in, in the middle of the ballad workshop with
Sandy Darlington—

lOOCP:

know—

and

'65

That's

we

went

to.

'63.

'65.

You're mixing up two versions.

NP:

O.k., mixing up two versions.

Sorry.

O.k.

CP:

'63 i t was in Peabody Park.
It was an evening concert and
Joan Baez, because she's the big famous person, she was on
last.
You see, that's supposedly the honored position.
And
Maybelle Carter came out and Mike Seeger introduced her.
And he did a good job of trying to set i t in context, but
the audience was screaming, 'Bring on Joan Baez!'
And so
she was, while Maybelle Carter was singing, people were
booing and hissing.

NP

I t was

CP:

And I went up to one guy and, you know, and encouraged him
to shut up so we could hear i t .
And he said, 'This is my
right.
Just like you have a right to applaud when you enjoy
something, you have a right and an obligation to boo if you

awful.
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don*t.'
And before I exercised my right to kill him, Nan
and I got our kids and left.
And we went home from that.
NP

We were so angry—

CP

But *65 was, we were listening to a guy named Darlington—

NP

Sandy Darlington.

CP

—singing a five thousand verse unaccompanied ballad.
And
Joan Baez and the British guy, Donovan, walked up, followed
by about a hundred groupies.
And, and they picked their way
through the crowd, walking over my head and all.

NP:

Stepping on our kids.

CP:

And the cameras were all over the place, taking pictures of
them, interrupting this ballad.
And, and at the end of the
ballad, Sandy Darlington made a long speech about all these
people who were so big on people's rights and everything
else and come stomping in.
And I don't remember what he
said—

NP:

And abrogate everybody else's rights.

CP:

But we went up there to take John, mainly in '65.
John
Jackson.
And he was on a number of workshops.
But we had
become very, you know, disillusioned with festivals, you
know, by that time.
Especially those kind of very large,
you know, popular festivals.

NP:

Well, and we were very angry at the way, at the way, the
treatment that traditional performers were getting.
As
people would, you know, bring on, bring on the interpreters,
the people who, who are singing not of their own tradition
but who are drawing on people like Maybelle Carter and
others of the earlier generation.
And drawing their
material from them and they're making, you know, lots of
money.
And they're, they go on stage and everyone wants to
hear them but they don't want to hear the source; they don't
want to hear the people that that came from.
And, and when,
you know, give them that kind of treatment.
And we were
really, really angry at that.
And what we observed was in
the festival situation, when you mixed that kind of person,
the interpreter, with the traditional person, that was the
response you got; you didn't get the appreciation or the
understanding or any educational background as to where is
this coming from.
Because people didn't take the time to
listen.
They didn't want to hear that old stuff.

CP:

We saw John Jackson booed and hissed at Cardoza High in
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Washington about '66.
He was part of a African and African
American music three day festival.
And—what's the—I can't
remember

the African name.

NP:

Veronica.

CP:

Leroy Jones,
Robert

Neal.

the writer,
Is

that

was emcee at one day.

his

name?

Black a r t i s t .

And Neal—
He was

emcee

another day.
And, I think in that case that John could have
been properly set in context but as i t was,
ISOeverybody saw i t as a down-home, you know. Uncle Tom kind of a
music and the young people in the audience were just really
booing and hissing.
And one guy came up and, and he was
going to kill John.

NP:

Yeah.

He threatened him on stage.

CP:

And,

NP:

Was going to meet him afterwards.

CP:

—had to deal with that.
And, you know, it's, i t ' s very
tricky to present those two kinds of things in the same

and—

context.

In some

contexts

i t ' s not as bad as

others.

But

almost every case where you mix that up, you get problems.
And people kept arguing on the board at the N.C.T.A. that
you can do i t if you present i t properly, but nobody was
ever able to handle i t quite that way.

We didn't get booing and hissing at the National.
What we got,
and the thing that annoyed us the most was, people were
using the National as the context for their own performance.
See, they would come out there; they would bring their
instruments.
You know, a cooler of beer and food, go out
under the trees and make their own music and get a little
crowd going as though they were part of the festival.
And
never go to what, you know, taxpayers would spend fifty
thousand dollars to,

to bring to them.

And i t seemed to us

that if that's the function of it, it's not worth being
involved in anymore.
Because it's just another afternoon's
entertainment to most of the urban people who came to us,
you know.
There was always a hardcore—you know, people who
really enjoyed traditional music, but for a lot of people it
was just a diversion at the National.

So we had a big conference on festivals at the Smithsonian, put
together by David Whisnant.
And at that festival, you know,
we decided—I decided that, that I was not going to spend my
time being involved with festivals.
In fact, that's when I
got off the board.
Right after that, David Whisnant's
thing.
Because—
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NP;

Archie Green made

the comment

that he didn^t want to hear

any more of Joe Wilson's anecdotes about his life
CP:

About his hillbilly background.

NP:

Yeah, his hillbilly background.

CP:

Archie kept dumping on Sarah.

HG:

Really!?

CP:

Yes.

NP:

Oh,

CP:

And I got mad and I

HG:

This was in

NP:

At

CP:

Well,

HG:

0.k.

CP:

I've got a brochure from i t .

[laughs].

Forget it.

yes.

the

*76,

finally called him—

'77?

conference.

I ' l l have to check and see when the festival was.

But he kept going on and on about the terrible things that Sarah
Gertrude Knott was doing, you know, back there in the '30s.
And I finally got—I called him down and I don't know
exactly what I said, but I said, 'Look,' I said, you know,
'At the time Sarah had the

advice of the best

known

folklorists in the country.
And the agreement, concurrence
of all the big guns in folklore.
So, you can't just—why
don't you stop dumping on Sarah for all of that?'
NP:

You're gonna have to dump on—

CP:

Dump on the whole folklore establishment.
Because they were
all there on the board at the time.
And he, he shut up for
awhile.
But Archie, you know, he's, his mouth kind of, you
know, runs overtime sometimes; i t gets disconnected from his
brain

and—

NP:

Don't let him hear this tape.

HG:

[laughs]
That's o.k.
I am going to be interviewing him,
though, so he'll have his chance for rebuttal.

CP:

Archie, we love you.
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No

But—he's a—in your log—and he has a certain stance that
he takes about things and I think sometimes he gets a little
carried away with it and sort of forgets, you know, what
he's—

HG

Did Sarah come to this conference on festivals?

CP

No.

HG

Was she—she was back in Kentucky by then?

CP

Yeah.

No.

Yeah, yeah.
She was.
Definitely.
But he,
200he really was getting bad, about her,

NP

he really.

CP:

In fact,

NP:

And Archie is not—even Archie Green [laughs]—and he isn't
even who he says he is, which always—[unclear]—

HG:

You'll

So,

her first festival—

have

to

t e l l me

about

that

later.

so Sarah had gone back to Kentucky by then and wasn't even
involved in this discussion on festivals?

CP:

Right.

HG:

Can you talk a bit about your relationship with Sarah and,
and how you knew her.
And your impressions of her as a
person.
And—

CP:

There isn't much to say.
You know, I met her there in '60
briefly, talked to her in her apartment in sixty—, whenever
the Covington thing was.
What's that?
'64.
And I talked
to her

a

l i t t l e b i t here

seemed to like me;

and there

at

the

festivals.

She

or at least she bombarded me with a l l

kinds of copies of stuff that she had written.
Little
articles and long memos and letters she had written over the
years.
Mostly on orange paper, I think.
That's what I gave
to—

NP:

Kathy Condon.

CP:

Kathy Condon.
And you ought to try to get back,
isn't going to do anything with i t .

since she

NP:

I

really—

CP:

Well,

don't—I hated that we let that go.

I

mean,

I

we're not going to do anything with i t either.
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So,

I,

-C?S

I didn't give away all correspondence.
And anything with
Priscilla Urner and anybody else, you know, i t ' s in our
files at home.
Correspondence things.
But—all those
orange things that Sarah sent, you see, I gave to her to
deal with.
I rarely wrote Sarah, Sarah letters.
I did
occasionally but I don't have copies of those anyway.
I
didn't have a computer; there were no computers.
And I
didn't want to type on carbon paper.
And I didn't have a
copy machine.
I just wrote letters and sent them so I have
no copies of that stuff.
Presumably—
HG:

We may have that stuff at Western.

CP

You may have i t in Sarah's files.

HG

Yeah.

CP:

God knows what I said.

Probably do,

know what

I

Send me some copies.

I ' d like

to

said.

HG

I

will.

CP

She was

NP

It was probably very brief because your letter writing was
always brief and to the point and very—

CP

I

a—

don't know what kind of opinion I

Seemed like a nice lady, you know.

had of her at the time.

And I was mainly

concerned, trying to get Nan and I on the festival,
part of that.
And, and didn't.
And—I don't know.
to have conversations with her.

But

I

think that

first
I used

she was

not that far out of agreement with what we wanted to do.

And I think that she came to,
sort of revival

you know,

bring in all these

folk because i t was hard for her to do much

else.
You know, she was, I gathered, doing a great deal of
the work by herself.
Or without, you know, much assistance.
Although she—
NP

CP

[unclear]—Priscilla,

Yeah.
I think when she came into town she usually worked
with somebody locally, I think.
But, and maybe she had—it
was just too big a job to handle, to try to keep it a little
closer

to

traditional.

NP

Campa was on the board—

CP

Arthur Campa was on the board,

NP

—and he died shortly after.
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yeah.

I'm trying to think.

And John

Putnam.

And George Simpson.

She relied on George—

CP:

On the N.F.F.A. board/

NP:

Yeah.
She relied on George Simpson a great deal.
relied on John a great deal.

HG:

John

Dildine?

CP:

No

Putnam.

HG:

Putnam.

There were

you mean.

several

Johns

Whisman,

And she

the guy from

Appalachian Regional Commission.
250CP:

He was

an

ass.

NP:

[laughs]

CP:

He was an ass!
He was a real problem when we trying to get
Leo Bernache out.
And he was a problem in a lot of ways.
He was—of course, part of that Appalachian Regional
Commission thing, we used to meet in his board room down
there.
And just hearing him talking about all the wonderful
things they were going to do for Appalachia was enough to
gag a maggot.
I mean, he had no understanding of culture,
at all.
And why he was in that job I have no idea, except,
I guess you don't need to understand culture to be a
bureaucrat.
A job like that.

HG:

What kind of an understanding do you think Sarah had of,

of

traditional culture and, and what was traditional?
I mean,
did, did you talk to her about that?
Or did she write to
you about that?

CP:

Probably not too good.
But you, you've got to consider, you
know, where she's coming from and, you know, her work with
Frederick Koch down there

in North Carolina.

She was

a

revivalist in a sense herself.
From the beginning.
Although, she—see, I, I really don't know how much of the,
the

i n i t i a l invitations went out because of her or because

of her board, you see.
I suspect that some of those
Michigan lumberjacks were known by some of the people on the
board.
Because, you know, why would Sarah have known
Michigan lumberjacks? And I think--what*s his name?
The
black, the guy who did the Sacred Harp stuff.
Jackson.
George—

HG:

George Pullen Jackson.

CP:

--Pullen Jackson, you see.
Now he was a white guy and a
professor who liked Sacred Harp singing.
And he had a group
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himself and they did that, you see.
apparently,

did that on the festival.

And sometimes,
I don't know if he

brought traditional Sacred Harp singing groups from
Tennessee or,

or not.

Now was he at Vanderbilt?

HG:

Mm-hmm.

Yes.

CP:

And—so even then, you see, you would've had some confusion.
I know he, I'm pretty sure he was singing himself with this
group on the festival.
So you would've had some, at least
in our view, that would've been, you know, a little bit of a
revival stuff there.

But I,

I

don't—I'd have to look at

the programs to see and in some cases I wouldn't know, you
know, who's what.
But my impression is that initially they
brought in fairly authentic representatives of traditional
culture.
But that may not be due to Sarah.
It may be more
due to the people on the board.

NP:

I don't know when she left Kentucky, but I always had the
feeling that she had a strong sense of place and connection
to her homeplace.
she

And—

CP:

Is

from Princeton?

NP:

She's from Knott county,

HG:

From McCracken, I think, actually.
Yeah,
Princeton; that's sort of her two places.

isn't she?
Paducah and

NP:

But I had the feeling that she had connections to help.
Strong connections, too.
To locality and to place and to
300her history and heritage, you know.
How that got interpreted
in a broader view of culture is another thing.

CP:

Well,

she—

NP:

I think she was very sentimental or very attached to—

CP:

It's hard to know why that takes—[unclear]—in the long
run.
We don't know enough to know, you know, who was active
doing what then.

NP:

But she was a very independent lady,

too,

for her time.

But—

CP:

She did.
And, and some of her letters, she seemed to be, as
I said earlier, very—her attitude seemed to be very close
to what we wanted to do.

But

I

don't know how much,

how

much of that is sort of propaganda, how much she was just
writing for me, or what.
Because you got to look at what
she says, but you also got to look at who's at the festival.
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You know, ultimately.
You know, regardless of how much
control she may have had.
She, I think she leaned on
certain people over and over again, like the Beers family.
Once they started coming to the festivals then I think they
were just in every National.
May Kennedy McCord, out of St.
Louis, who herself was a revival ballad singer, you know,
was on a lot of festivals I think in the early days.
From
whom we have—[unclear, name of a song]—, that song that
you

sang.

NP:

Mm-hmm.

CP:

But I don't know.
It's a, you know—it wasn't thinking
about, you know, the kinds of questions that you're asking,
you know, at that time.

HG:

Right,

NP:

We were largely reacting towards a lot of other things that
were going on.

CP:

No.

NP:

I think she was very sincere.
And, and she did, you know—I
shouldn't say this.
But, I mean, from, from close at hand
she did like Chuck a lot.
I mean, she depended on him.

CP:

Well?

NP:

One would wonder, though.
An interesting—and i t is an
interesting question because, she relied on men.

CP:

And on women.

right.

But,

I mean, my impression—

NP:

[laughs]

CP:

Forget I said that.
I know better than that or we wouldn't
have been married forty-one years.

NP:

Men advisors—

CP:

She relied on who she had to rely on at various times.

NP:

Yeah well, o.k., but i t was largely men.
Except, with the
exception of Priscilla.
The only—that's the only woman I
can think of that really had—yeah.
I don't know if, if she
had other close ties to other women.
Do you?

CP:

I think she did.
lived with for a

Didn't
time?

she have a

28

close friend

that

she

HG:

Well she lived with her sister, Gladys, but there's also
someone named Yvonne Dodge that we're—her name has come up-

CP:

Not Maybelle Dodge's family,

350HG:

[laughs]

out of Dodge automobile?

I don't think so.

I've seen her name a couple

of times in correspondence.
Just Yvonne.
But then, a
former graduate assistant at Western, who is in Princeton
now, knows this woman, Yvonne Dodge, who apparently was
close to Sarah and Gladys.
So—we're hoping to interview
her.

[whispers]

She must be ancient.

CP

Sarah wrote

an enormous--

HG

I

NP

think she was younger when she was with her.

She was a good, she was a heavy correspondent,
were going to say?
CP:

Well,

I'm not,

there.

I'm not—well,

She wrote

a

lot

I

Is that what you

think i t ' s a

of s t u f f but

I

think

little fuzzy
she

also

sent

copies of a lot stuff to various and sundry people.
The
same stuff.
Because what I got was mimeographed most of the
time on that orange paper.
Although she occasionally would
scribble a note up on the corner, you know.
'Chuck, why
don't you—blah, blah, blah.'
You know.
And I can't, of
course,

there,

remember whatever she said.

But if,

if,

if it's

i t ' l l be on the material that Cathy has.

HG:

Mm-hmm.

CP:

Didn't we give some of that material to the National? Or
did we? They haven't been in much of a situation to accept
a

lot of,

HG:

N.C.T.A.?

CP:

Yeah.

you know,

For a

archive—

long time.

I

don't know how they are right

now.

HG:

Cramped for space,

of course.

CP:

Cramped for space.
And here we are under, under threat and
attack by various and sundry congressmen and senators,
gnomes and grinches.
But anyway—

We argued for a long time.
And we always talked about her
material, or often did, at the meetings.
That i t should be
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\-3C)

somewhere.

And I

tried several times to give i t to Joe or

store i t down there,

but—

NP:

You might have given them some things that, copies of things
that we had that they did not have copies of.
Because we
did go to the files once to see what they had in her
correspondence.

CP:

And they were at Dupont Circle.
was their storage.

NP:

But I

CP:

I would say this about Sarah.
I like Sarah, but I wouldn't
have wanted to have to deal with her too much, in putting on
a festival.
I would rather have just done i t myself or not
be involved, see.
And we never had to deal with her that
much.
When we were there she wasn't that active a presence.
Although she would come, sometimes helped by, you know,
various people who would help her get around as time went
on.
And then, of course, she stopped coming after awhile;
she got bad enough off.
I don't remember exactly when she
died.
Do you?
What's the year?

HG:

*83,

400CP:

I mean,

can't remember exactly how much.

'82.

they had a closet,

I

just went—

Something like that.

And we were essentially out of i t by that time.

NP:

Mm-hmm.

A long time.

CP:

And—but she was the kind of a person that, I think, wanted
to be hands-on.
And would just, in our view, would have
just gotten in the way if she had been actively involved
with the festival.
You gonna interview Leo Bernache?

HG:

He's

CP:

He's dead?

HG:

Yeah.

CP;

What

HG:

Don't

CP:

Stress of getting fired from his job down there?

HG:

I think he just died recently.
So I
was the stress from losing the job.

CP:

Well, we were,

dead.

I

didn't

know that.

k i l l e d him?
know.

you know—
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don't

[laughs]

think i t

, 3\

NP:

That's a

sad situation;

CP:

His son was killed,

I

accident.

son killed in an automobile

We had a

i t really was.

told you that,

in an automobile
accident and

i t happens and, and i t ' s a terrible tragedy.
In that case
i t was worse because he was an identical twin.
But, you
know, you keep going because there's no other option.
And
you don't bring your son up every time something bad
happens.
But we all felt, even though we were doing that
intentionally, we felt bad about Leo.
And wondered, had
discussion, you know, 'What's he going to do?
At his age,
Where's he going to go?'
But you can't, ultimately, you
can't be concerned with that.
If you have a job to do and
you perceive that, you know, you can't do it properly if
he's there, then you can't consider those, those issues.

We did see—we ran into a former neighbor of his, who's—I guess
he's teaching some courses over at James Madison.
And he
had known—his parents lived next to Leo down there, you
know, way out on—don't know whether they lived on Arlington
Boulevard.

Somewhere around Fairfax or

he'd indicated he was doing o.k.,
time

after

Falls Church.

you know,

And

there for some

that.

NP:

But he was

bitter.

CP:

Oh,

yeah was bitter.

NP:

But

that's

CP:

Well, one gets bitter when one gets fired.

understandable.

I mean,

you

know.

What do you do?

You're a

student at—

HG:

Graduate

CP:

Yeah.

HG:

I ' l l be finishing in May.

CP:

research a s s i s t a n t .

If they tossed you out next week you'd be bitter,
you?

HG:

Maybe.

NP:

Probably.

HG:

[laughs]
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wouldn't

CP

That,

that was a natural reaction,

you see.

NP

Sure.

CP

And the way i t had to be done made i t worse.

NP

Holmes was there,

CP

Mike Holmes,

Because you--

too.

yeah.

You gonna talk to him?

Mike Holmes was part of the gang of four.
And he was, he
took our summer seminar which was sponsored by N.C.T.A., or
N.F.F.A. at the time, and decided that he wanted to get a
450degree in folklore.

NP

CP:

I

think t h a t ' s where he went

NP:

Yeah.

He d i d n ' t

Jewish Relief,

do well

over

Western Kentucky.
there.

Now he's working for

isn't he?

CP

You're thinking of—

NP

In Maine?

CP

—[unclear name].

NP

I

HG

I think I have a northern Virginia phone number for him.
Does that sound right?

CP:

I

I think Mike has his own computer thing.

think he has, but he was doing--

don't know i f he's there or not.

Brooklyn? Long Island?

He's in,

I

Somewhere up in there,

don't know,

yeah.

HG:

Oh,

o.k.

NP:

I

CP:

Andy Wallace might know where he is.

HG:

O.k.

CP:

But, you must—see, he knew everything, was his problem.
You can't learn anything if you know everything.
And Mike
was one of those who knew too much, we thought.
And was not
open to—and he did.
You know, he knew a fair amount; he'd
done a lot of research on his own.
He'd published a little
artic—a book.
A quarterly, I guess, on musical instruments
called Mugwumps for a number of years.
You know, out of his
basement.
But he might be a person to talk to, you see.

thought he was in Maine.

But

I

don't

know what he would
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know about

Sarah.

Because he

came in a little later than we did.
He was a large voice in
getting rid of Leo.
Because he*s very aggressive.
I guess
he grew up in aggressive Jewish culture, you know.
Verbally
aggressive kind of thing where he's, he*s—it's easier for
him to, to say what had to be said than i t was for me,
growing up in authoritarian Southern white culture where you
have trouble talking back to authority figures, you see.
I
could've killed Leo,

you see,

but i t was harder to,

to

verbalize all that.
So Mike and I kind've worked, you know,
in complimentary positions there.
Getting folks together
and then he was the voice.
And we backed him up—
NP:

You had some more voices, large voices.
And Andy.
But it,
i t was interesting with Mike because Mike had, he had a
difficulty with—he, in general, agreed with the direction
it was going and it should have.
And emphasis on bringing
the very best traditional performers that could be found.
But at the same time, he played music and he said, you know,
'Why should I because of an accident at birth be denied
500[laughs] the right to play,' you know,—

CP:

Hillbilly music.

NP:

'hillbilly music?'

[laughs]

CP:

So the response is,

'Why should I be denied a bar mitzvah?'

Or Southern music.

NP:[laughs]
HG:

You're welcome

CP:

But

HG:

Alright.

I

to have one.

i t wouldn't be

the

same.

I understand completely.

guess—we're, we're running low on tape.
On this one hour tape
and—I guess I would just ask you to maybe sum up.
If you
have anything to say about Sarah or the festival that you
feel we haven't covered.
Or—now's your chance.

CP:

I don't have anything extra to say about Sarah because I
just don't have that much, didn't have that much contact

with Sarah.

The festival,

haven't been to most of

I think, has gone in—well,

'em—but what

I

think

is

I

an

interesting direction since it left Wolf Trap.
I think that
was probably a good move.
And from what I hear, i t supp—it
seems to have become more, kind of, almost a community
festival in—where is it?
Pennsylvania.
In-HG:

It's in Chattanooga right now.
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CP;

Johnstown.

And

then

i t was

over

in—

NP:

Lowell.

CP:

Lowell,

HG:

Right.

CP:

And now i t ' s in Chattanooga where our former student is city
folklorist in Chattanooga.
Doug Day.
And, I don't know
what they're doing down there, but I, I hear fairly decent
things about i t .
And I think that's better.
Wolf Trap Farm
Park, i t seemed to us, was a terrible place for a festival;
you put a little string band, you know, from some l i t t l e
country town in Mississippi on that humongous stage and i t
just seemed to sort of overwhelm them sometimes.
Not
everybody, but some of them were kind've overwhelmed.
It

Mass.

seemed to be

a

bad context

for

that

kind of music.

And the

people out there, the sound people, never learned how to
mike folk music.
You know, they just couldn't do i t .
And,
so we usually—well basically we had our own people who
would,

who would handle that.

But even then there were

problems; there were, you know,—I don't know what you'd
call that.
Quiet spaces or flat spaces or whatever out
there, and in certain parts of the audience it was hard to
hear.

But—

NP:

Wasn't Sarah a friend—excuse me,

CP:

What?

NP:

But wasn't

Sarah a

5501and for Wolf Trap,

friend of

too?

I'm sorry.

the woman t h a t

donated the

Isn't that how they got it?

Not

Shules—

HG:

Shouse.

CP:

Shouse.

NP:

Shouse.

I

think that she was.

She knew her somehow,

didn't

she?

CP:

I

don't know.

NP:

I

think

CP:

She's dead,

HG:

Is

CP:

Yes.

she

I

really don't know about that.

did.

too,

so you can't talk to her.

she?

She just died recently,
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I

think.

We were—she was

about ninety-five.
HG:

CP:

Yeah,

she was quite old.

Yeah, I think I just read that somewhere not long ago.
may be mistaken on this,

she's really dead.
that

NP:
CP:

so don't write her off.

I

Until

But, I think I read somewhere recently

she had died.

I think there was some connection with—[unclear].
There's a lot I don't know about parts of the festival.

I

don't know what—what was the Park Service—of course the

Park Service had Wolf Trap Farm and they had a stake in
that, but why, you know—their bringing in Leo Bernache was
never clear; he didn't seem like a good person for the job.
But maybe they were in desperation of trying to salvage
the,

HG:

the festival,

Why don't, why don't we end here, and then I can give you
the

answer.

CP

O.k.

NP

Yeah.

HG

Thank you.

END

you see.

OF

INTERVIEW
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